The European Union's media art initiative Connecting Cities and New York-based Streaming Museum are two recent examples of curatorial models that operate through large, networked, digital displays. This growing exhibition category combines expressive media architecture and telecommunication elements to engage 'trans-local' sites and diverse publics in complex media spaces. By investigating the confluence of exhibition making, public art and urban experience, this article explores the relationship between spectacle and criticality with respect to shifting notions of space, identity and 'the common'. 
exhibitions and new media art and urbanism As the city context changes with the addition of more expressive and connected digital public displays, a shift in the experience and definition of space occurs (McQuire 2008 ).
In such a media city, feedback associated with urban structures through screens and devices large and small serve to reconstruct contemporary life, instituting new ways of being social and civic. Orientation becomes more contingent and ambiguous, blurring lines between presence and absence, the near and the far, leading to what Scott
McQuire calls 'relational space', a space defined less by pre-existing relationships of familiarity and solidity and more by ephemeral connections and impressions (2009: 48) .
Similarly, theorist Adriana De Souza e Silva describes this entanglement of media and space as 'hybrid space ' (2006: 271) . For both McQuire and De Souza e Silva, the key understanding is that space, in addition to being socially constructed (Lefebvre 1991) , is also constructed through technological lenses, filters and devices. Crucially, De Souza e Silva argues that in the hybrid spaces of the media city, 'every shift in the meaning of an interface requires a reconceptualization of the type of social relationships and spaces it mediates ' (2006: 262) . When buildings become screens that people can interact with, new pitfalls and possibilities emerge that require critical reflection.
Historically, the proliferation of screens and moving images in public space has been met with derision: often considered potent distractors, screens can create what Jonathan Crary calls 'formless fields of attraction' that distort the legibility of the urban environment, diminish sociality, and dehistoricize a place, particularly when used for advertisements (1999: 468). Take, for example, Times Square, a site that represents the epitome of capitalist spectacle and comprises one of the earliest sites of urban screens. A heavily mediatized environment for the attraction of mobile spectators and passersby, Times Square is a space in which spectators can easily become spellbound by the perpetual and frenetic rush of images urging them to identify and consume branded objects and content: it is the very definition of Guy Debord's spectacle (1995) . The screens of Times Square demonstrate the power of dazzling public address through the dominant discourses (and dollars) of the corporations they broadcast.
That is not to say that commercial screens cannot be allied with other functions, namely critical discourse and artistic exhibition. 135). Despite their differences, both Times Square and Quartier des spectacles point more generally towards a shift in public space that includes the infiltration of bigger, brighter displays, new types of public spectatorship, and the development of art forms that simultaneously support and critique commodification, community and culture.
A Short History of Public Screen Practice
Two interventions that have established the genre of public screen practice include Jenny Holzer 's Truisms (1981) , in which the artist displayed phrases such as 'PROTECT ME FROM WHAT I WANT' and 'ABUSE OF POWER COMES AS NO SURPRISE' on Times Square's Spectacolor screen, and Krzysztof Wodiczko's Astor Building (1984), a mammoth projection of a padlock on luxury condos in lower Manhattan. Public art critic Grant Kester notes that these works reclaimed 'the urban public sphere as a space in which differences of privilege and political power could be revealed and questioned rather than suppressed ' (2006: 264) . Like a well-trained judo wrestler, artists creating large-scale public displays do not confront the power of monumental corporate adversaries directly so much as to use their own inertia to destabilize them, albeit temporarily.
More sustained critiques of the role that large urban screens play in the quality and construction of public life have been facilitated by the landmark curatorial organizations Artangel Trust and the Public Art Fund. The London-based Artangel Trust (1985-91) focused on the use of advertising media such as billboards and outdoor screens (Connolly 2013) , while the Public Art Fund, founded in New York City in 1972, focused on the placement of public art in a variety of urban neighbourhoods and contexts, including the project Messages to the Public, initiated in 1982, which made use 5 of the Spectacolor board at One Times Square to display artist shorts of about twenty seconds in length inserted between advertisements every twenty minutes. As Patricia C.
Phillips argues, inserting art into the temporary contexts of large, luminous public displays can be subversive, introducing a productive ambiguity between the art moment and the advertisement. For her, situating art within the spectacle of advertisements can show how 'public life has become emblematic not of what is shared by a constituency but of the restless, shifting differences that compose and enrich it ' (1989: 331) . The work of Artangel Trust, the Public Art Fund, and artists such as Jenny Holzer inquire into the effects of large-scale urban screens as they are most commonly seen, as advertisements, and explore the limits of dissent by disrupting the habitual flow of corporate address. 
Massive Media
As the above examples demonstrate, advancements in technology have opened up new possibilities for artistic expression and experimentation in the public realm, which in itself has become an expanded field that includes on and offline forums for participation, feedback and control. The public art that I call massive media comprises those practices and places of exhibition that combine expressive architectural-scale elements (in the form of urban screens, public projections or media facades) and telecommunication elements unique in their geographical reach. These large urban interventions require new curatorial strategies and theoretical frameworks to understand their composition and effects.
Two concepts that are particularly useful for understanding the relationship between the combination of media fragments and the observer in the curation of massive media are Andrew Murphie's 'transversal' subjectivity and Nanna Verhoeff's 'composite dispositif'. Composite dispositif describes the coordinated effect of a heavily screened environment that includes urban screens and mobile devices catering to an ambulatory spectator variously attracted and distracted by media (Verhoeff 2012: 104) .
Verhoeff draws from both Foucault (1980) and Baudry (1975) in constructing her sense of dispositif. For Foucault, 'dispositif' refers to the historically specific mixture of material and discursive practices that combine to contribute to some form of social control (i.e. a prison), while Baudry uses the term for the conceptual arrangement that, following from Louis Althusser, interpellates the viewer into a certain subjectivity or point of view as a result of a coordinated technical apparatus (i.e. the cinema). In cinema, this apparatus is the equipment, such as cameras, film, the theatre space and other means that produce various effects, namely the capturing and maintenance of the viewer's attention on the diegesis. For massive media, this apparatus includes elements of cinema, architecture, urban space, mobile technologies and telecommunication.
Instead of a single dispositif, massive media create overlapping dispositifs, given that their technical assemblage of urban media environments must be construed as a relational and contingent composite. Such a techno-social situation produces what Murphie (2004) designates as 'transversal' subjectivities existing in many localities, or trans-locality. To understand identity as transversal within a composite dispositif is to understand it not as transcendent or fragmented, but as deeply enmeshed with other identities and locations. The enacting of different profiles on multiple websites for various purposes is one phenomenon that demonstrates the way identity is expressed and performed transversally today. The trans-local, transversal identity is also produced through urban screens that are networked or participatory. Because data and communication now inscribe urban spaces and link disparate locations, interactive 8 screen-works have the potential to utilize as well as enhance these pathways for creative and critical projects. ' (1989: 332) . Through the use of massive media, public art harbours the opportunity to constitute a commons that reconfigures 'social relations and forms of life' in relation to pre-existing corporate, commercial and civic agglomerations (Hardt 2009: 26) . A more democratic public These organizations were chosen because they aim to operate on a global scale, possess notable track records, and articulate strong visions for the future of large-scale, networked, public interactivity through urban media environments.
[ Two screens that Public Art Lab initially experimented with were the commercially owned Nightscreen-Gasometer and the O2 World arena façade in Berlin.
The screens, one located in an area of accelerating gentrification, the other functioning primarily as a sign for a new science and research centre, each had their problems. For Susa Pop (2014) , the corporate entities in control were difficult to communicate with, and the artistic messages were often lost amid the regularly scheduled programming geared towards glancing passersby. Despite these issues, Pop's awareness of the conditions related to commercially owned media provided the impetus and informed the early mandate of Connecting Cities, which was to 'reclaim the screens' in order to explore their 'socio-cultural potential' and 'open them as community platforms and digital stages to connect cities and citizens with artistic scenarios' (Toft 2013b) . Another motivator for the formation of Connecting Cities was the Media Facades Festival Europe 2010, which connected seven European cities via urban screens and media facades and joint broadcasting events. By 2010, it had become apparent that urban screens and media facades were operating through Internet technologies and offered possibilities for connections that were simultaneously networked and physical.
According to Pop, it was in 2010 that attention shifted to the idea of 'connecting' cities through large public networked displays to explore new artistic scenarios that were inclusive of local culture but also engaged in a 'trans-local' dialogue (Toft 2013b) . At this point, it is important to consider the relationship that massive media works have to the concept of the spectacle. While large-scale works may be enticing and distracting due to their size and visibility, a condition of Guy Debord's (1995) definition of the spectacle, they are also activated by participation through which criticality and variation can be performed. Massive media spectacles thus contain a critical element through their openness to participation. That said, participation and the novelty of trans-local experiences can be a double-edged sword: while they disrupt the spectacle of commodified public spaces, they also function more complicitly to deliver audiences to the corporate and commercial goals of promoting telecom companies, smart cities and entertainment districts.
[ Fig. 10 With an emphasis on experimentation, Connecting Cities has moved away from their original intention to 'give these platforms back to people' (Pop 2014) . The highly provisional and restricted access to commercial screens did not lead to any lasting promotion of the medium and at worst furthered the detrimental impact of corporate interests in public space. As Maeve Connolly argues in her analysis of the changing 'mediascape' of public art, public spaces have been altered significantly by the imbrication of media such that they require artistic interventions to once again be 'temporarily imagined as public ' (2013: 215) . Connecting Cities has opted instead to intensify platforms that already exist for art audiences and community development, so that new publics can be imagined and tested with greater regularity.
[ 
Streaming Museum
Streaming Museum builds temporary partnerships with cultural and commercial centres to produce contemporary-themed art exhibitions on screens (including its website) and public spaces on seven continents (Streaming Museum 2013). Although based primarily in New York City (though they would contend that they are not necessarily located anywhere), the organization works with digital and physical infrastructure and curatorial networks around the world that suit the specific curatorial theme that governs a year-long cycle of programming. Some of their partners have Streaming Museum takes its name from the idea that the future of the museum is one that should mimic the 'streaming' forms of data that comprise cultural production today. A 'streaming' museum eschews the solidity of built forms, opting instead for temporary instantiations on networked screens, while reaching its public either online or in public spaces supported by massive media; as Colosi (2014) Colosi crucially extends the optimism that informed Paik's early experiments to the level of the global digital city. Physical spaces (and challenges such as energy and health) are subjects of concern that are enmeshed with technology and well suited to massive media scenarios. Concurrent with Streaming Museum's ideals is a dedication to contributing to an 'inspiration-and-information-with-social-value economy', that is, that Streaming Museum should work with, not against or in explicit opposition to, the flow of capital (Streaming Museum 2013). Its focus on 'value' is reflected in the willingness to collaborate with corporate entities such as the Times Square Alliance in order to achieve maximum visibility and sustainability (by piggybacking on a profitdriven model where infrastructure is sustained through advertising dollars).
The technical and organizational structure of Streaming Museum reflects a shift from specific locations and institutions to networked systems and experiences. As Colosi (2014) Streaming Museum aims to achieve a productive balance between spectacle and art. In their projects, commercial sites became the places to implement models for reconceiving the public sphere through art and technology. Colosi argues that corporations should see the inherent value in aligning their image with culture, and vice versa for curatorial organizations: 'I don't think about [corporations and commercialism] as factors we're working against', instead, 'the focus is on the realization of mutual benefits ' (2014) . She departs somewhat from the oppositional rhetoric of Artangel and Public Art Fund by revealing a more cooperative, and perhaps more openly appreciative, stance toward the sites of massive media that, due to scale and cost, can seldom avoid some form of commercial or touristic justification.
Connecting Sites and Streams
Massive media is a hypothesis with many detours: it can, and most likely will, persist as a highly commercialized phenomenon, but it can also be pressed into service to critique or co-opt commercialization or to re-envision the role of urban media environments in shaping collective identity and public display culture. Connecting
Cities and Streaming Museum provide us with two hypotheses, with Connecting
Cities focussing on developing public and curatorial interfaces with artists and existing art organizations that facilitate experimentation and urban prototyping, and Streaming Museum providing a curatorial model that seeks to convince both art and non-art venues of the importance of cultural programming that surfaces in public sites and data streams around the world. The work of Connecting Cities aligns with existing arts organizations that have access to display sites, emphasizes the importance of the interface between the public and the work in their curatorial selection and direction, and curates as a network that includes providing open-source software repositories for each of their sites. In contrast, Streaming Museum prefers a mixed approach, connecting with museums, galleries and art organizations while also articulating economic arguments to convince corporate entities of the value of global public programming and civic reflection. Both institutions are concerned with utilizing massive media to introduce new aesthetic and conceptual ideas into public space.
For both Connecting Cities and Streaming Museum, the idea of the 'trans-local' lies at the heart of addressing the need to share culture and to renovate ideas of what it means to be public. This concept is rooted in the sense that while local contexts must be respected, the 'local' also bears a networked meaning. Community, familiarity and tradition can exist online too, and so can be present anywhere they can be accessed. Colosi (2014) argues that trans-locality emerges from computers, mobile phones and big screens alike. Similarly, theorist Tobias Ebsen points out that '[i]nstead of regarding the immaterial content as detached from the material medium, it becomes possible to conceptualize them as interdependent elements ' (2013: 166) . Perhaps the greatest contribution Connecting Cities and Streaming Museum achieves is to interrogate the increasing interdependency of contexts, people, technologies and places: that is, to imagine and construct a hybrid 'commons'.
Support of massive media -the large urban screens, reactive architecture and public projection sites -is becoming more prominent in major cities around the world.
The projects of Connecting Cities and Streaming Museum show how curators have redefined the public sphere in the form of networks of display, distribution and institutional coordination. Practices at these two organizations demonstrate a broader shift in curatorial attention from autonomous artworks to transfer protocols, technical specifications and software packages. They also demonstrate that large-scale urban digital arts require particular tactics to either work with or position oneself against preexisting, commercialized sites of display. Crucial to the curatorial process of massive media are negotiations with corporate and civic entities, each with their own goals that impact what can be presented. Beyond selection and production, curating such projects involves harnessing complex dispositifs and the complexities of trans-local space.
